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e¢ CODE64 in Space In his final installment for this magazine, 
our beloved Art Blue tries to explain the inexplicable: what has 
prompted him to leave us for The Equilibrium. You'll be missed, Art. 


e Salt Song LunaAzulejo contributes what | think is one of the 
finest tone poems that has ever graced our pages. Immerse 
yourself in the moodiness of this brilliant piece. 


e The Byway Nigh Me Cassie Parker takes us inside the 
Boardroom of TerpsiCorps ARTWerks, where she and her cohorts 
plot the launch of her new artistic enterprise in September 2015. 


e The Heart of a Gorean Slave zari paints a beautiful and 
touching portrait of a Gorean slave, but not just any slave - one 
who serves her Master with unparalled grace, humility and passion. 


e Your Sybarite After alenghty hiatus, Jullianna Juliesse returns 
to us with an astonishingly beautiful poem. Welcome home, Julie. 


e Building a Show Hitomi Tamatzui takes us behind the 
scenes to explore the virtual dance scene, eliciting the thoughts of 
some of the most accomplished virtual artists around. 


About the Cover: 


You are all familiar by now with Art Blue. 

On June 29, 2015, Art entered The 
Equilibrium, and as far as anyone knows, 

he will never more be seen. Art has tirelessly 
sought to preserve the very best of virtual 
art. His show, Moonrezzer, ended on this 
date and, sadly, so did Art. Rest in peace. 
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Each month this Bryn Oh 2015 
year, we are Immersive Art 
including one of 
the months from 
Bryn Oh’s 2015 
Calendar, which 
was produced by 
Art Blue with the 
help of Ziki Questi 
and Jami Mills. Art 
has sent copies of 
this wonderful agp has See Pr et 
example of immer- J P*°’'ston/** blue 

sive art to several 


a 


ofthe most well Jo °°» 
respected museums} 
in the world, in his 
single-handed 
effort to preserve the finest examples of early immersive art, 
before they are lost forever. 


“Byrn’s Family Unit ts one of her early and 
very successful explorations of interactive 
environments, in which we see many of the 
precursors of her later works.” 


Jami Mills 
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8 9 10 a } environment exhibited 
. virtually and simultaneously 
15 16 17 | presented at Museo in 
Commune in Rome, Italy. 
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After Dark Lounge 


Looking for product to be seen by thousands of 
people? 


Looking for your product to be seen on the web? 


Tired of those ads that are really going nowhere 
while costing you a fortune? 


If the answer is yes then rez is the answer for you. With 
thousands of subscribers in-world and a complete online 
presence, you can't go wrong advertising on rez 


To join the rez family please contact: 
Jami Mills in world 
for more information. 
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m The Dice (performed 
2015 on the Moon) 


hen is your time to go to Space? 
Wm beginning of The Artefact 

shows it. When there is no Terra 
left. When there is no sponsor. My time 
has sadly come. For Space. For 
CODE64. I carry a tag 
CODE64.SPACE on my chest. By the 
end of June, the MOONREZZER grant 
by Linden Endowment for The Arts 
ends. All terra will be gone to dust - - 
to the City of Dust some readers in RP 
realms might say. Others will feel the 
Pyramid Award awakening in their 
head, the award for immersive interact- 
ive art where I hold a pyramid in a Vit- 
ruvian pose. You may understand. The 
builders of the pyramids in old Egypt 
had to die with their work. That is the 
tradition I carry on. 


In a last performance, I will show you 
your soul and mine will rez in the Still- 
Not-Known-One. Art Blue will no 
longer exist. The memory will fade 


who has ever learned it. Like my know- 
ledge of TI 99/4 Assembler, of Super- 
Calc, of setting NAND and NOR gates 
together to get some signals transferred 
from the outer world into the com- 
puter. Now we are all inside and if life 
signals go out, it means to die inside. 
To leave on free will with all the pre- 
cious masterpieces around is my peak, 
my glory. I think no one has done this 
before. All with a CODE64 tag on them 
are begging for a little terra until the 
last nano. 


With short words, no thanks, no Good- 
byes. I will step up to the Burning Man 
and the Deletion in Progress will do it. 
Equilibrium is it called. It works as an 
interlocking sphere, you become a 
puzzle. It is said there might be in the 
future an algorithm to bring this puzzle 
together, but I have strong evidence 
that this is just wishful thinking. 


“It was well done’ will be engraved in the records 
of Simulacron-1. 


over time. The Moon may run a little 
longer for some years in the hypergrid, 
but then The Moon will become a 
story, a tale like Darmok and Jalad at 
Tangara, where no one will be able to 
read it. The language of the Moon writ- 
ten in prims, sculpts and mesh will no 
longer be understood. No one will exist 


There have been weeks of preparation, 
of saying Goodbye to everyone on my 
way, on my path. “It was well done” will 
be engraved in the records of Simulac- 
ron-1. The pain of mistakes, of dishon- 
ourable workarounds, things which 
would have run much better by keep- 
ing my mouth shut. You will say, The 
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Moon, the MOONREZZER, is such a 
great success, so many speak of The 
Moon at LEA14. What? You want 
more? A builder, a world artificer, shall 
not want more. Just his work counts. So 
I will be silent. 


My owl, Neruval, you know has all the 
knowledge, all the important tasks as- 
signed. No artist has to worry. Best care 
will be given to the works. The sort of 
good care only an artificial intelligence 
can do. No emotions, just the mission 
in mind. Let me print an interview I 
had with the owl to see if he might 
work properly after I leave. 


Art: My owl, you know what’s ahead. 


Neruval: I know you want to do THE 
DICE on your own. Banksy and Lana 
were not enough. Art must become 
known as The Invisible. 


Art: I need to make room for the Still- 
Not-Known-One. My time is over. 
Nobody gave me salvation to leave this 


world behind. 


Neruval: I know. I was on your way all 
day long. It looked good from time to 
time. Very good. But dont the readers 
of rez Magazine, and especially the 
publisher, Jami Mills, deserve a differ- 
ent end, some message of hope to con- 
tinue? 


Youur CODE64 LEAVING EARTH 


I'm truly sorry if lam 
Losing my grip 
If I'm fading away 


| know t 
But it's t 
The Arce 


Watching the stars as | set sail 


I'm truly sorry if | was 


A disappointment to you 


But | cannot stay 
Watching the stars 
Longing to set sail 


> pi 3:53 / 5 


Art: You smartass! I know my owl. I 
programmed you. Inside you is a code 
sequence to prevent you from suicide, as 
you will feel lonely after I am gone. 


Neruval: Bah! Dont worry. I've taken 
out this piece of code to make room for 
deeper insights. 


lam drit 
This is 
No neec 
This is 7 
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Art: So what do the readers want? 


Neruval: That you make a great death 
performance and come back in a 


brighter light. 


Art: It shall never look faked. It shall be 
as it is. My death shall be a fact. 


hat | will miss you 
ime for me to leave 
dia is calling my name 


ting away 

y goodbye 

for me to stay 
yY way out 


youtu.be/jAw8rcQD-Ws 
http://is.gd/code64 


Neruval: Speaking in technical terms, 
you may delete your avatar, but this 


wont give the full picture. 


Art: So what? 


Neruval: Look at this picture. It shows 
you and a Lady. You know her well. She 


just filed a dispute. 
Art: A dispute on what? 


Neruval: She claimed upcoming out- 
standing alimony. 


Art: But... but I never had a child. 


Neruval: She just states it. She made an 
Alt and wrote “Son of Art” and added 
her name as mother. You will have to 
pay monthly for the kid. 


Art: Horrible ... just horrible this wo- 
man. What a dishonourable doing. 


Neruval: I don't think so. How else she 
could have said that she loves you? 


Art: Come on! She could have said it. 
Show me the picture owl once more. 


Neruval: Dang, her face has changed. 
You cant recognise her any longer. | 
modified your code. 


Art: Time to go? 

Neruval: Yes. Time to go. 

As Art Blue enters the Equilibrium, the 
CODE64 song, Leaving Earth, tunes in 


and the owl smiles. He tricked old Art, 
but this is another story. 
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I have no doubt my story is as old as the sea. 


It is the story that countless women across aeons have savored a 


above marble balustrades or wooden stanchions, or att 


change of the sea indicating a 
ginger or scarlet or ré 
tame the knots, crying 
bellies awash, pink-t 
ling as they unwillin ¢ 
cape the villa's or hous 
fingers lightly from breastbone t 
will and minds owned in spite of our protestations that we are fi 
and pinking, fighting these phantom sensations of fullness in it: 
our souls of the last encounters, all the encounters, the whispers 
claves, the sounds of the ocean no matter which, be it Blake, or 
chimes clattering or belling or tinkling, the nightbirds singing tl 
jazz saxophones floating on honeysuckle scent and echoing the 
horns warnings of the rocks that would surely splinter the boat: 
mists, the faint clanging of the halyards, all of this, all of this, nis 


my sisters, and always the wind, the wind, the wind. 


I once fell in love with a sailor. 


ears ak the moon 
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, absence, shivering as we resist yet surrender to the imprints on 
.in the night, the mad secret flights at midnight to seaside en- 
North, or Little Pacific, or Ice Bay, or Sea of Fables, the wind- 
1eir insistent five-note imprecations against the dawn, sweet 
susurrus of the breaking waves thump and whoosh, the fog- 

; that narrowly miss them, the bells and gongs signaling the 


sht after night as the moon rounds on itself, my story eternal o 


Dalene 


we / 


Give to me the life I love, 
Let the lave go by me, 

Give the jolly heaven above 
And the byway nigh me. 

R. L. Stevenson 


adore tension. It’s true, I’m addicted 

to it! In my life as a producer and 

performing artist, I've found that 
nearly all good art springs from uncer- 
tainty. I marvel that on the grid, an 
enormous percentage of people's pro- 
files mention their disdain for “drama” 
in their lives and want to avoid it at all 
costs. I know this may be a tough pill 
to swallow, but if you're an artist and 
you want life to be peaceful and calm, 
youre in the wrong business. Drama is 
essential in art. Tension and the poten- 
tial resolution of that tension is at the 
very core of life ... both on-stage and 
off. 


I've been down this road before. A new 
company. A new theatre. A new enter- 
prise. The thought is exhilarating - - it 
excites and terrifies me simultaneously. 


To those of you who have been follow- 
ing my journey through the virtual 
arts, it's no real secret that for the past 
several months, I have carefully con- 
sidered taking that formidable step of 
leaping onto the grid to try my hand at 
producing “performance art’ in the 
virtual world. Over the past days, 
weeks, and months, I’ve taken stock of 
what's currently being presented, com- 


pared it to what occurs in the real 
world, and dreamed about what might 
be in both worlds. I've had hours of 
conversation with artists, producers, 
and potential supporters. My editors 
here, Jami and Friday, can tell you 
without a doubt that it's in my nature to 
think about things ... to ruminate for a 
long, long time before coming to an in- 
formed conclusion. My style is to let 
things “percolate” while I piece togeth- 
er the puzzle in my mind. Some pieces 
I recognize instinctively, and those 
come together instantly, while other, 
more complex and intricate pieces re- 
quire careful thought and considera- 
tion. When push comes to shove, my 
thoughts usually come together on pen 
and paper, and so its no surprise my 
writing (mostly for rez Magazine) has 
helped to clarify what I hope to accom- 
plish in the arts world on the grid. Of 
course, those ideas will continue to 
change and evolve over the days and 
months ahead. 


What began for me as a fascination 
with “dance” on the grid has grown in 
scope to encompass music and song, 
drama, and even visual art. The term 
“performance art” has been bantered 
about freely by me, and by those 
already on the grid, who are looking to 
move in new and exciting directions, 
some imagined and some yet to be 
imagined. As I watch this new “per- 
formance art” evolve, I'm encouraged 
by some of what I see, and disappoin- 


ted by some. I'm particularly con- 
cerned and worry about the rapidly 
blurring lines between a new found 
freedom of expression on the stage and 
what could be considered “porno- 
graphy” - - overt sexual activity presen- 
ted without artistic merit and for 
purely prurient reasons. I'm not talking 
about nudity here, but I am concerned 
about sexual acts being depicted on 
stage in the name of art. While I re- 
spect everyones personal choice, as a 
producer in both RL and soon to be on 
the grid, I feel a personal responsibility 
to present works that somehow bolster 
the human condition and change 
peoples lives in a positive way. In my 
own personal code, gratuitous sex is 
not a part of that equation. 


ees (not Board of Directors) is 
entrusted with the health and oversight 
of the company, which will operate as a 
corporation. There will be no “owner” 
of this new company, only a group of 
Trustees to offer expertise, support, and 
advice to the CEO and to the Artistic 
Director. As founder, I will serve as the 
initial Chief Executive Office (though 
like any corporation, that may change 
in time) and Chrissy Rhiano (Cyllene 
Dembo) will serve as the Artistic Dir- 
ector. Chrissy’s reputation as one of the 
finest choreographers/per- 
formers/builders on the grid will serve 
her well in her new role helping to 
shape the artistic vision - - a vision of 
artistic excellence - - that drew me to 
the project from the beginning. I selec- 


Drama is essential in art. Tension and the potential resolution 
of that tension is at the very core of life ... both on-stage and off. 


Yes, I've been down this road before. A 
new company. A new theatre. A new 
enterprise. The thought is exhilarating 
.. it excites and terrifies me simultan- 
eously. 


And so, it began ... and it began the 
only way I know how: I sought the ad- 
vice of people whom I admire and re- 
spect. I hired a builder to build a 
theatre and I began to constitute a 
Board of Trustees for a new arts insti- 
tution on the grid. This Board of Trust- 


ted a name TerpsiCorps ARTWerks - a 
play on the name Terpsichore, the 
Greek Muse and goddess of dance and 
choral music. I'm particularly taken 
with the notion of “choral” because it 
implies a sense of “ensemble” in addi- 
tion to individual excellence, which 
should be expected from all in the arts. 


The theatre, currently in development, 
will be designed and constructed by Jag 
(Jag36), who has a keen aesthetic and 
an outstanding reputation as a mesh 


builder on the grid. It will have a Vic- 
torian feel and will be based heavily on 
one of my favorite theatres in the US ... 
The War Memorial Opera House in 
San Francisco, which serves as the per- 
manent home of the San Francisco Op- 
era and San Francisco Ballet, but has 
also hosted performances of the San 
Francisco Symphony, as well as a vari- 
ety of other arts organizations in the 
San Francisco Bay area. This new facil- 
ity on the grid will serve as the per- 
manent home of  TerpsiCorps 
ARTWerks, as well as other selected 
artists and arts organizations by invita- 
tion. 


On the Ides of June, the company held 
the first official meeting of its newly 
formed Board of Trustees. Those Trust- 
ees include: Chrissy Rhiano (Cyllene 
Dembo), Artistic Director, the driving 
artistic force behind Winds of the 
Sahara Cabaret. Chrissy is an ac- 
claimed dancer/choreographer/set de- 
signer. She has a background in dance 
and competed in gymnastics in real 
life. She's been performing on the grid 
for a little over two years, and in that 
time shes built (and performed in) 
more than 100 sets for a half dozen or 
more of the top dance troupes on the 
grid. 


Maar Volous (DoraMaar Resident), As- 
sistant Artistic Director, dances for 
many of the finest troupes on the grid 
and can be seen as a dancer for Rebel 


Yell, one of the most popular and suc- 
cessful virtual tribute bands. Maar 
comes to the Board of Trustees with a 
real world background in marketing 
management. 


Jami Mills, a native of Los Angeles, 
began her first SL career as a profes- 
sional photographer in 2007, later be- 
coming a staff photographer for Palais 
Magazine in 2010. A core group, in- 
cluding Jami, Flor Nachtigal, Jullianna 
Juliesse, Cat Boccaccio, and Blue Tsuki, 
left Palais to launch rez in August 2011. 
Jami became the Art Director and 
Graphic Designer for rez in 2012 and, 
shortly thereafter, assumed leadership 
in a bloodless coup. 


Friday Blaisdale, who lives in the Wine 
Country of California, joined the staff 
of rez as a copy editor in 2012 and 
quickly expanded her responsibilities 
to become Senior Editor and Chief Cat 
Herder. Friday's extraordinary organiz- 
ational and editing skills have contrib- 
uted immeasurably to the success of 
fez 


Cassie Parker, President & Chief Exec- 
utive Officer, comes from a real life 
background of an accomplished actor, 
singer, and theatrical producer. Cassie's 
passionate about excellence in the arts 
and about guiding and nurturing tal- 
ent. Shes fiercely committed to the sur- 
vival of artistic expression in both real 
life and on the grid and on improving 


the quality of peoples lives through in- 
teraction with the arts. 


Also in attendance was Graylon Ash, 
whos been on the grid for over nine 
years, serving as one of the most popu- 
lar DJs in virtual life for almost eight. 
Gray has announced every kind of 
event imaginable and has served in real 
life as a radio announcer, and as a 
sound engineer for a recording studio 
and for numerous theatrical produc- 
tions. 


wherever the path may lead. This is a 
group that understands excellence and 
demands it in the real world, both from 
themselves and from those they ad- 
mire. So, there is a kind of “shorthand” 
serving as a subtext throughout our 
discussions. Without fail, everyone in 
the room is usually two or three steps 
ahead of the topic at hand. 


The preset agenda of this first meeting 
focused on only a few brief items that 
will set the course for the new enter- 


The group is, at once, serious and irreverent, focused and 
spontaneously unpredictable, and as full of heart and 
passion as any Board | have ever seen. 


Others invited to the meeting who 
were unable to attend were Lotta Dif- 
ference, LiL (LiLAnGeLs) and Red 
Queen (Queenie Acacia), all artists 
who have been invited to become 
founding members of the troupe. This 
Board of Trustees is a CEO’s dream 
team - - hand selected from the most 
talented artists and the sharpest, quick- 
est minds on the grid. The first meeting 
was absolutely marvelous. The group is 
at once, serious and irreverent, focused 
and spontaneously unpredictable, and 
as full of heart and passion as any 
Board I have ever seen. Managing 
them requires steady hands, loose 
reins, and a willingness to follow 


prise. The first actionable item, the re- 
view and refinement of the proposed 
mission statement, went quickly and 
without a lot of discussion. After all, 
the proposed mission had been repor- 
ted widely in the June issue of rez 
Magazine. The board quickly adopted 
that 


mission: 


« To innovate and produce per- 
formance art at the very highest level 
possible. 

« To nurture the development of 
artists and artistry in Second Life. 

« To build a community that sup- 
ports and fully participates in the world 


of the arts. 


Next, came discussion of the Com- 
pany's core values, all in support of the 
mission. The conversation focused 
most especially around intellectual 
property rights and my own personal 
perception that, like many things on 
the internet, ideas and content are of- 
ten freely “borrowed” without the per- 
mission of their creators. Admittedly, 
it's a rather “gray” area, but most in the 
room could think of several instances 
where they've seen sets created by one 
company or by a single dancer/choreo- 
grapher closely replicated at other ven- 
ues. The practice greatly disturbs me, 
and while there's nothing realistically 
that can be done to stop it, it was 
agreed that the practice would not be 
tolerated by TerpsiCorps, and that viol- _ 
ating this policy would be grounds for | 
immediate dismissal. The Company | 
will also do its very best to publicly ac- 
knowledge and support other compan- 
ies and dancer/choreographers with 
similar policies on intellectual property | 
rights so that the integrity of the field, | 
as a whole, remains strong and intact. 


Of course, the real highlight of the 
meeting came when the Trustees 
entered serious discussions outlining 
and adopting the artistic vision of the 
Company. Because there had been 
months of individual discussion lead- 
ing up to this meeting, consensus was 
unanimous and quickly achieved on 


the following statement: 


There are a myriad number of dance 
troupes on the grid but none of them can 
check every box on the list of what 
makes them great. That is the goal of 
TerpsiCorps: to exceed all expectations - 
- to give audiences more than they ex- 
pect, more than they have seen any- 
where else. This sounds easy, but in 
reality there are only a handful of dance 
| performers on the grid who are truly in- 
| novative. Each element that makes up 
an event is important. A great DJ will 
draw people to a performance all on 
their own. The right marketing mix will 
| get our name out on the grid and make 
us known to the public. But what it ulti- 
| mately comes down to, is the product we 
| put on the stage. TerpsiCorps wants to 
| be the finest dance troupe on the grid. 
We want to blaze our own trail. We 
want to create works that nobody else 
can do. We want to be a destination for 
| people. We want to be THE place to 
come. That starts with bringing in the 
| right performers. If we can get people to 
come once - - if we can get them in the 
door - - we will give them more than 
ample reason to return. 


At first glance, these remarks might be 
taken as hubris, but that pretty much 
sums it up, doesn't it? Were attempting 
to be the best. Why would we (or any- 
one) try to be less than the very best? If 
that isn't the goal, theres no reason to 
dust off our dance shoes. There would 


be no reason to go forward. And who 
better to lead that vision than the creat- 
ive and innovative Chrissy Rhiano, 
whose work I greatly admire and who 
has advised me on this project from the 
very beginning? 


There will surely be times that we fail, 
but hopefully there will be many more 
times when we succeed. The trick will 
be to assemble an accomplished troupe 
of performers without becoming an 
elitist organization, and that takes not 
only outstanding artists, but outstand- 
ing people. I’m not looking for exclus- 
ivity. I certainly dont want our 
performers to be loyal only to Terp- 
siCorps. I want and expect our artists 
to perform in other venues. The free 
exchange of ideas and techniques is a 
win/win for every artist on the grid and 
the only way that art can thrive, both 
now and in the future, is through con- 
stant interaction and _ collaboration 
among its practitioners. 


So, what is it I'm looking for? Unlike 
the real world in which I operate, I'm 
looking for dancers/choreograph- 
ers/builders who are a complete pack- 
age. In real life, I have the luxury of 
developing a new work over a period of 
weeks, months, or even years. I can as- 
semble a team consisting of a stage dir- 
ector, choreographer, musical director, 
lighting designer, set designer, and cos- 
tume designer to accomplish a single 
artistic vision - - usually the vision of 


the stage director. While I'm the stew- 
ard of the overarching vision of the 
company’s artistic vision, I select indi- 
vidual directors to breathe life into the 
individual works presented on my 
stage. I hire artists I trust and admire 
and give them the tools to create their 
art. 


On the grid, time is compressed. Pro- 
duction meetings (or meetings of any 
kind) are nearly impossible to schedule 
at a time when everyone is available, so 
the only way to guarantee a fully-integ- 
rated artistic vision for a set is to leave 
the creation of that work in a single 
persons hands. Otherwise, the product 
runs the risk of lacking in artistic integ- 


rity. 


Finding artists that are a “triple threat” 
is a difficult task, but rather than com- 
promise quality, Id prefer to present 
shorter shows until we can assemble a 
team of up to a dozen fine artists. Of 
course, there will be people who say 
that it simply cannot be done and there 
will always be people that question our 
product. We hope to put that skepti- 
cism to rest as quickly as possible. 


I've been down this road before. A new 
company. A new theatre. A new enter- 
prise. The thought is exhilarating ... it 
excites and terrifies me simultaneously. 


A theatre will spring to life soon. A first 
performance is being planned for 


September. I honestly believe it will be 
something different - - unlike anything 
currently on the grid. Will we be suc- 
cessful? Only time will tell, but I can 
assure you the Company will have a lot 
of heart and our artists will endeavor to 
be at the very top of their game every 
time they stick a toe on stage. 

Tension and drama. Yes, I’m addicted! 


I hope you'll stay tuned. I hope you'll 
visit us at our first performance in 
September, and I hope you will be a big 
part of the TerpsiCorps family. Togeth- 
er, 1 know we can make magic, but it 
wont be nearly as special ... it wont 
mean a thing ... without YOU. 
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ofa onein Slave 


by zari 


he early morning breeze is strik- 
Tine! cool against my scantily 

covered flesh. Clad only in a gar- 
ment called a camisk, which hangs 
loosely from my shoulders and is re- 
vealingly low-cut down to just above 
my navel, its hem barely skimming the 
bottom of my ass, I am poorly clothed 
for the surprisingly cool spring. The 
grass, still wet and twinkling from 
droplets of dew, sends yet more chills 
up from the bottoms of bare feet that 
lightly traipse over the lawn as I des- 
cend the small hill to the narrow rib- 
bon of the stream that borders the 
land. The last time that I wore shoes 
has been years ago. I no longer miss 
them. Both hands grip tightly on the 
ends of a large woven basket, filled 
with laundry. Although the slope is 
gentle, the combination of the basket's 
weight and the bank's damp soil makes 
my feet slip a little, but not enough to 
make me lose my balance. It is quiet, 


I slowly lower the basket, placing it at 
the water's edge, and kneel beside it. 


The morning is gorgeous. The air clear 
and the sky brilliant blue, but then it is 
always like that here. My emerald eyes 
glance up and down the stream, ab- 
sorbing the landscape'’s vibrant beauty 
as with one hand I brush away from my 
face my long dark hair, which has 
grown far more than ever before, 
reaching now almost to the small of my 
back. I sigh and wish I had brought a 
small piece of binding fiber so I could 
tie my hair back and avoid the ends 
getting wet while I bent over the stream 
scrubbing the soiled clothing. Nor- 
mally, hair must be worn loose, but ex- 
ceptions are allowed in order to 
facilitate performing necessary chores. 
My hand descends, and I absent mind- 
lessly finger the thin steel collar sur- 
rounding my throat. My thumb runs 
across the engraved words that are in a 


As unpopular and politically incorrect as it may 
appear to others, the notion of being fully 
enslaved intrigued me, and | was determined 
to find out for myself if it was for me. 


but for the sound of what I think is a 
vulo, a pigeon-sized bird, and perhaps 
the bleating of a few verr, which closely 
resemble sheep. No one is here yet, and 


very foreign language that took me 
over a year to learn to read, at least 
barely. They are, however, one of the 
first phrases I was able to learn. They 


read, “Property of Mas- 
ter Black Ort? 


As difficult as it is for 
me to believe it has been 
more than three years 
since I first steeled my- 
self and entered the | 
strange word of Gor, a 
place I knew absolutely 
nothing about other 
than that Free Women Fae = 
dressed funny and that Bees 

they had lots of slaves. It Ee 
was the latter aspect that | 
attracted me. I had nev- | 
er read any of the 
“books,” the series of 
Gorean sagas written by 
John Norman, pseud- 
onym of a philosophy 
professor evidently ob- 
sessed with the increas- 
ing ascendency of 
contemporary women, or even heard 
about them, and so I was completely 
unprepared to know what to expect. 
Over the past several years, I have since 
read 20 of the 33 published volumes, 
which I suppose is also a bit obsessive, 
although at least I now know quite a lot 
about this fantasy world. Notwith- 
standing my complete lack of know- 
ledge of Gor and its customs, I knew 
that I wanted to try it. Something 
about being a slave was having a strong 
gravitational pull on my emotions, and 
I was ready to experiment with 


something new. 


I spent much of my first two years in 
Second Life being a submissive and 
eventually became quite involved in the 
BDSM scene, which for a while was 
fun, yet I was looking for something 
more, something more deeply in- 
volving and lasting other than the 
transitory episodes that I had been en- 
joying. Notwithstanding that I had tre- 
mendous friends and_ thoroughly 
enjoyed being in their company, I 
yearned for something more than occa- 
sionally dressing in latex and being 


gageed or flogged. As unpopular and 
politically incorrect as it may appear to 
others, the notion of being fully en- 
slaved intrigued me, and I was determ- 
ined to find out for myself if it was for 
me. The journey has been fascinating. 
Not easy, mind you, for there were 
many bumps, setbacks, and disappoint- 
ments along the way. And yet it has all 
been so worthwhile, for I now live in a 
place in Second Life and occupy a state 
of mind that I will never relinquish. 


Although it took me a while to make 
the transformation, I now am an ac- 
complished Gorean slave, or kajira. In 
fact, because of my developed skills of 
serving and pleasing men, I am con- 


sidered a pleasure silk, a status that just 
a few years ago I could never have con- 
templated savoring as much as I do. 
The rules for slaves in Gor are strict 
and unyielding. The paramount one is 
that slaves must always exhibit absolute 
obedience and exquisite beauty. Our at- 
tire, that is when we are permitted it, is 
flimsy and revealing. I wear either work 
camisks or thin translucent silks; there 
are no such things as panties or any 
other undergarments for us. Much time 
is spent on our knees whenever in the 
presence of a Free person, whom we 
must always respectfully address and 
obey. Generally, although this varies 
from sim to sim, we are only allowed to 
speak when spoken to when in the 
presence of the Free. In 
spite of the fact that a 
good deal of our time is 
spent serving food and 
drink, which is an oft- 
mentioned criticism of 
Gor, it isnt how we 
spend all our time. More 
often, we have roleplay 
interactions with the 
Free and other slaves, for 
which we need no script 
or assignments, since 
most of us are well 
’ versed in the traditional 
ways of Gor. For many, 
roleplay is not the only 
thing we do. I, for one, 
devote a _ considerable 
amount of time teaching 


slaves at the Gorean University, which 
is owned by my Master, Black Ort. I 
prepare for classes, grade homework, 
and assist him with the operations of 
the school. Many other slaves teach 
Gorean dance and culture as well, or 
attend to other tasks. No question, we 
are kept busy. 


Perhaps before going on, it would be 
worthwhile to spend a few minutes de- 
scribing Gor for those unfamiliar with 
it or, worse yet, as clueless as I had once 
been. As I mentioned, it is a world 
based upon the fantasy writing of John 
Norman, whose published works I con- 
cede are rather amateurishly written 
and quite repetitive, but nevertheless 


As paradoxical as it may seem, and something 
| cannot adequately explain, for the first time 


in my life, | have achieved absolute freedom. 


Close friends find it ironic that I - - an 
independent, strong-willed, and well- 
paid professional woman in real life - - 
so readily participate in this virtual 
world where I must exhibit absolute 
obedience and exquisite beauty in 
everything I do. They cannot under- 
stand that I, by transcending the 
bounds of modern convention and 
modalities, achieve true liberation by 
submitting myself completely to the 
Free Men and Free Women of Gor. In 
this world, I am free to be totally fe- 
male and submit, not only to the will of 
others, but more importantly to my 
own emotions and latent desires. As 
paradoxical as it may seem, and 
something I cannot adequately explain, 
for the first time in my life, I have 
achieved complete freedom. 


brilliant in creating another world that 
we, as inhabitants of SL Gor, follow. 
Gor, sometimes called counter-earth, is 
a planet slightly smaller than earth that 
revolves around the sun, but in an op- 
positional orbit, so as a result, it is con- 
cealed from view by telescopes or other 
modern methodology. It is inhabited 
primarily by humans, although there 
are also large formidable, fearsome 
beasts called Kurii, who live in what we 
would consider a rather primitive me- 
dieval society. Their world is ruled by 
the Priest Kings, large insect-like 
creatures of vast intelligence and abilit- 
ies, who have virtually no contact with 
the inhabitants. Virtually all modern 
technology and weapons are forbidden 
by the Priest Kings, and yet Gorean 
medicines are far advanced, including 
such things as slave wine and stabiliza- 


tion serums, which, respectively, pre- 
vent pregnancies and aging. Both are 
given to enslave girls captured from 
earth. Males are supreme in Gor, and 
although there are many Free Woman, 
who dress in what are called robes of 
concealment and are veiled, they al- 
ways are deferential to the men. And 
then there are the slaves. While male 
slaves, or kajiri, exist in Gor, they are 
less numerous than the female slaves, 
or kajirae. In either case, slaves are 
considered property with absolutely no 
rights or privileges. Legally, Gorean 
slaves have a status no different from 
livestock, and they are bought and sold, 
both privately and in open markets. 
Accordingly, slaves can own nothing, 
not even their own names, which often 
are changed either at the whim of their 
masters or as they are transferred from 
one owner to another. 


It is easy to imagine one being horri- 


fied by this description and openly === 


questioning how any woman today in | 


her right mind could voluntarily parti- 
cipate in such a world, virtual or not. 


This has to be especially true given all ! 


the recent articles and films dealing 
with the enslavement of Africans back 
in the 16th and 17th centuries, not to 
mention the tremendous, albeit belated 
and long overdue, strides that minorit- 
ies and women have made in our soci- 
eties. To be sure, I have spent much of 
my relatively young life fighting against 
cultural stereotypes that have historic- 


ally been used to oppress women. From 
my earliest years of playing sports, 
through college, I've had to fight either 
to have professors respect my opinions 
or to fend off sexual assaults. Even now, 
in my chosen career, no matter how 
modest my professional attire, I can feel 
gazing eyes all too often leave mine and 


sweep down along the curves of my 
body. I have endured years straining to 
suppress my emotions, ignoring snide 
comments about my gender, menstrual 
cycles, or hormone imbalances, having 
my opinions ignored, and pretending 
not to hear sexual innuendos and em- 
barrassingly clumsy pickup lines. The 


struggle has been exhausting. One of 
the main reasons I embrace Gor is be- 
cause in the private domain of my 
computer, I can just give up. I can sur- 
render like the swimmer who, fighting 
uselessly against a powerful current but 
realizing she is going nowhere, just lets 
her body relax and allows herself to 
float downstream, no longer in control 
and not knowing where she will end 
up. So too, I allow myself to be objecti- 
fied, sexualized, disregarded, and sub- 
jugated, enduring denigration that I 
had fought against most of my adult 
life. More than endure it; I delight in it. 


Becoming a slave may have been ini- 
tially a titillating notion, something 
which I thought I would get a greater 
kick out of than just being a sub- 
missive. It did not take long, however, 
for my enslavement to become a delib- 
erate decision and something that I 
knew would be lasting. Of course, that 
is the major difference between SL Gor 
and the one portrayed in the books, for 
in the former we choose to become 
slaves, which is not an option for those 
captured and chained in the books. In 
my case, I made the conscious choice to 
be enslaved, and I have never once re- 
gretted it. While the time I spend in 
Gor is, of course, entirely virtual and 
make-believe, I have recognized that it 
has not been without effect on my 
nature, which in real life has become 
increasingly submissive, nearly to the 
point where I am finding it more diffi- 


cult to function in my career in the 
same ways that I did before. Perhaps 
that may be a caution sign for some 
considering making the same journey. 


For years, I never realized that I pos- 
sessed the heart of a slave, a deep in- 
nate desire to serve. Now, I am deeply 
aware that I do, for I am the happiest 
when I am able to please and serve my 
Master, hopefully anticipating his 
needs and dutifully responding to 
them. I delight in the lack of free will 
that my status entails, for paradoxically, 
the inability to make my own decisions 
liberates me as nothing else can. It is 
only when I am at the end of my Mas- 
ters leash, figuratively or literally, that I 
feel truly free. There are absolutely no 
pressing or distracting concerns other 
than thoughts of how I can best obey 


and please my 
Master which, 
as time 
passes, has 
become for 
me more and 


more  reflex- 
ive, to the 
point where 


now I hardly 
have to think 
about it. My 
joy comes 
from hearing 
| a kind word 
from my Mas- 
ter that he has 
found me pleasing, or better yet, a time 
with him “in the furs,” which needless 
to say is another common way that 
pleasure silks please their owners. My 
complete subjugation even goes beyond 
my owner, as I must show deference to 
any Free, male or female, which com- 
monly requires my kneeling in their 
presence and, of course, addressing 
them as Master or Mistress. 


The fact that I am my Master's prop- 
erty, to do with as he pleases, excites 
me as no gag or blindfold in my BDSM 
days ever could. I believe that this and 
other aspects of SL Gor distinguish it 
from BDSM. To my way of thinking, 
BDSM is episodic. Participants create 
or attend a scene and play it out, some- 
times discussing it afterwards. There 
are safe words and limits. Invariably, 


the roleplay is always sexual, but most 
often involves physical pain or humili- 
ation, at least for the submissive. Often, 
when the scene is over, the participants 
revert back to what is considered a 
normal life and go about their days. 
Gor is nothing like that. 


First, we in Gor do not play scenes. Al- 
though roleplay is a constant and es- 
sential component of our lives, we 
always do it in the context of the soci- 
ety in which we live and the status of 
our avatars. There is no script, for we 
all know our roles and how to act con- 
sistent with them. This is often called 
BTB - - by the book, although lately 
there has been a trend away from the 
rigid formalistic strictures of BTB in fa- 
vor of what is being called HTB, honor 
the books, which is less scripted. There 
are those who go even further, such as 
my Master, who considers himself a 
“lifestyler,, which is to say that all of 
our contact and communications must 
be in accord to Gorean customs, for us 
there is no such thing as OOC (out of 
character”), even in private IMs. 


Second, although a slave may some- 
times be disciplined for her misbehavi- 
or, most often by a good lashing or 
being renamed something hideous 
such as “beast” (been there, done that), 
corporal punishment is rare and not a 
mainstay of Gorean life as it is in 
BDSM sims. Indeed, it is rare to see a 
slave physically abused. Slaves in Gor 


are considered precious, and some- 
times pricey, possessions, and it would 
indeed be a foolish master who would 
needlessly harm or disfigure one. 


Undoubtedly, many come to SL Gor, as 
I did, from the BDSM world, or were 
perhaps strippers or pole dancers, 
which were my first SL adventures. Un- 
questionably, one has to be a bit of an 
exhibitionist to parade around in 
skimpy silks, or often naked. A whole 
culture of Gorean dance exists, to 
which girls who have performed before 
others in clubs may be drawn. Others, 
of course, are attracted from having 
read the books and desire to participate 
in the fantasy. But is it a fantasy? Per- 
haps for some it is, but for me, my time 
is as real as anything can be. I am com- 
pletely absorbed in the life and Gorean 
society, free of inhibitions and able to 
genuinely explore my femininity 
without censure or criticism. I embrace 
my slavery and consider my time going 
from the collars of three mistresses to 
my current Master as an incredible 
educational and transformational ex- 
perience, where I have come to discov- 
er so much about myself. Each time I 
log onto SL, I do it with the thrill of 
once more entering a world where at 
last I can shed the facade and adorn- 
ments of my real life and become who I 
truly am - - zari, a Gorean kajira. 
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Your Sybarite 
by Jullianna Juliesse 


Your sybarite - 

Her white flesh displayed 

On a gold and maroon chaise 

On a midsummer night, 

She is not contrite. 

She knows just the words to write - 
Seared under ultraviolet light 

They invite, excite, ignite 

I tear through dark deadend roads 
Jump down countless rabbit holes. 
And in the clearing I stop 

To scream 

At the indignant, bright moon - 

I deserve this. 

I will have your touch. 

But I dont need you. 

No, I don't need another man 
Coming home, saying hey baby 

I missed you baby 

Take off that slick Ungaro suit 

Be my whipped cream princess slut. 

I dont need to be wrapped in saran wrap. 
I dont need to be gift wrapped either. 
But you can stick a pink sparkly bow on my ass 
And we will laugh. 

I dont need you 


But baby I want you. 


‘text and Photo: 
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he anticipation of a good story 

begins with its opening line. It 

sets the stage for the tale that fol- 
lows. In music, the opening notes and 
tempo set the mood for the song. 


For theatre, the opening begins on 
stage. Moments before the action be- 
gins, the stage scenery and lighting sets 
the context and prepares for the action 
that follows. In a musical dance num- 
ber, all these elements - - the stage 
scenery, the opening beats - - have to 
come together before a dancer or per- 
former moves into motion. In perform- 
ance theatre, the senses are hit at once, 
a combination of movement, coordina- 
tion, syncopation, and beauty. All these 
elements, when done right, are ex- 
tremely entertaining. Second Life is 
fortunate that it has a number of 
nightclubs and theatres that regularly 
perform shows. 


Shows can vary from the sexy (PG) rat- 
ing to the downright adult (A) naked 
burlesque show. Each show lasts an 
hour or so, with up to 8 to 10 acts. I at- 
tended shows at Blue Velvet, Para- 
mount Grand Theatre, The Winds of 
the Sahara, A&M MOCAP Maniacs, 
and Kikis House of Burlesque. Every 
act was different, every scene unique, 
and meant to demonstrate a story, 


song, or just fun. To create these shows | 


week after week takes long, hard hours 
of design, tryouts, and rehearsals. I was 


curious how these shows were put to- ——< = 


gether, so I asked a number of per- 
formers and managers how they do it. 
My panel consisted of: 


Pathmaker Campbell (PC), Producer, 
Dancer, DJ & Co-Owner, Paramount 
Grand Theatre and The Gazebo 


Samual Wetherby (SW), Stage Direct- 
or, Starlite Theater Director 


Rebecca Dembo (RB), Owner, The 


Winds of the Sahara Cabaret 
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Cyllene (Chrissy Rhiano) (CCR), Per- 
former and Artist, The Winds of the 
Sahara Cabaret, The Empire Room, 
Velvet Vixens, ARM MOCAP Maniacs, 
Paramount Theater, Guerrilla Bur- 
lesque 


Charlottemarie Tigerpaw (CT), Cho- 
reographer and Home Show Manager 
for A&M MOCAP Maniacs 


Carla Ives (CI), Choreographer and 
Home Show Manager for Blue Velvet 


r 


Queenie Acacia (RQ), Dancer at Para- 
mount Grand Theater, Paramount 
Night Players, Winds of the Sahara 
Cabaret, Elysium Cabaret 


Lotta Difference (LD), Art Director, 
Choreographer, Dancer, & Co-Owner, 
Paramount Grand Theatre and The 
Gazebo 

Kyra Msarko (MK), Dancer, The 
Winds of the Sahara Cabaret 


Deb Heron (DH), Soloist at Guerilla 
Burlesque 


Hitomi Tamatzui (HT) - We start with 
inspiration. 


SV ne yD) 


SW - Ideas come from a variety of 
places. Inspiration comes from various 
real life images, to even the smallest 
Second Life props and items. As I 
travel around, I can be inspired by a 
song I hear or the way a sim is de- 
signed. 


CCR - They come from many things. 
Sometimes it is from a song and some- 
times from a movie. But mostly it is 
just my imagination. My performances 
usually start with a song. Things just 


pop in my head as I listen. It’s as if the 
music is creating a tapestry in my mind 
and that is my jumping off point. Hon- 
estly, I have tossed sets that were al- 
most finished aside because they did 
not match the vision I 
had for it when I first 
listened to the song. 


e DH - It really depends 
on the creator/dancer. 
For me, sometimes 
songs will suggest 
something in my 
mind that will turn 
| into a set. Some shows 
| have a theme and that 
| will guide you toward 
| the set you want to 
/ dance with. An outfit 
can suggest 
something, a picture, 
or beautiful sim. It is a 
very creative process. 


CI - Actually, it takes some looking 
around, going to the Opera in real life, 
concerts, and having the mind open to 
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grab ideas wherever they come from. 


HT- So how do you create the vision of 
scenery with the music together? 


RQ - I listen to the song a few times 
and get a visual of what I think it 
would “look” like. I have to have this 
vision before I will start the set or I 
won't use that song. Sometimes I have 
to try several different looks before I 
get what I like. There is a lot of tweak- 
ing involved. I want the audience to 
“see” what I saw when I chose the song. 


PC - For myself, most sets are inspired 
by music. The order is not always this, 
but usually first comes the song, then 
the idea/vision/concept I want to pro- 
ject, then basic ideas for sets, followed 
by the choreography. I let the music 
"set the stage" and hope that I can cre- 
ate something through Dance that tells 
or enhances the story. 
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en I think of my scenery for 
my dance performances, I listen to the 
music and it just comes to me. I then 
use Google and it helps me to get some 
pictures to maybe copy and try to re- 
produce. 


HT- The advantage of Second Life is 
that you dont need a warehouse, car- 
penters, painters, and a stage crew to 
build a set. All the tools are available on 
the desktop. But when does actual 
building start? 

no 
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SW - It is a huge group 
effort at Starlite Theat- 
er. Most choreograph- 
ers develop their own 
stages. I will occasion- 
ally build complete sets 
or help one of our 
choreographers take 
her idea a little further. 


CCR - I design all my 
own sets. I know many 
performers have others 
assist in the building, 
or build the sets en- 
tirely, but for me, it 
would take away from 
what the act means to 
me if I wasn't the one 
who made it. I want people to watch 
my performance and know every single 
element of it came from me, from my 
vision. 


CI - Design always, though sometimes 
we add detail pieces that are gifts from 
friends or bought on SL Marketplace. 


KM —- I made one scene in about 4 
hours - - I didn't make it from scratch; 
some of it I got off SL Marketplace, 
then added my stuff to it. 


RQ - A little of both, depending on 
what I need. If I buy something from 
the Marketplace, it has to be copy/mod. 
That can be a challenge at times. Then 
I modify it to what I want from it. If I 
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feel inspired, I build what I need. 


LD- I enjoy building them. I take pride 
in what I come up with and build my- 


self. 


HT- Once a set is built, it has to be re- 
fined, fit to the stage and made easy to 
arrange without consuming time, and 
lots of people running around. It would 
have to be done with efficiency to make 
for a clean and consistent stage. Do 
most performers use a rezzer or rez box 
to set up a scene or take it down? 


CCR - Most use rezboxes, for a few dif- 
ferent reasons. For one, it is quicker to 
get your set ready on the stage. The 
other option is restore to last position. 
Linden Labs has now made it so 


you cannot restore anything that is “no 
copy. 


RQ - I think it is becoming more popu- 
lar. Sometimes you dance at a place 
that does not allow restore, so you have 
to have it in a rez box, or you can't 
place your set down for the show un- 
less you have time to move it in place, 
and most places do not allow for that 
extra time. I personally can't imagine 
not having one. I don't have any issues 
with them, and you can get on and off 
stage quickly even with lag. 


PC - In my observations, it has become 
more and more typical. It is necessit- 


ated by the fact that the "Restore to Last 
Position" has disappeared from more 
and more viewers, as well as many sims 
not supporting the command. 


LD - Without that option, it's very hard 
to realign sets and pieces. 


HT- The design of the set can portray 
many moods. Is it typical to say that a 
glitzy set is best? 


CCR - Not really. I think something 
that captures your attention and keeps 
it until the end is better, and that is not 
necessarily “glitzy.” My goal as a per- 
former is to tell the audience a story, to 


guide them along into my act, and 
flashing lights or a bunch of particles 
can just as easily conceal what you are 
attempting to present, as they might 
enhance it. 


CT - It depends. One of the most beau- 
tiful acts I have seen was mostly black. 


DH- That is for the dancer to decide - - 
what she/he wants to portray. In my 
opinion, the scenery or set is but one 
piece of the puzzle. I believe the set, 
costume, and music must complement 
the movements of the dance; none 
should overwhelm the dancer. 


SW - Really just depends on the 
routine concept, music, dance style, 
and other factors. Some routines may 
be highly detailed props, textures, spe- 
cial effects and a stage full of dancers, 
while others may be as simple as a 
black stage and a dancer under a single 
beam of light. Each has its own style 
and entertainment value to the audi- 
ence. 


RQ - That depends on the song! Some 
require some glitz, and for some, the 
simpler the better. I have seen some 
amazing sets that seem to take on a life 
of their own, and I have seen some 
with a spotlight and a chair that have 
blown me away. The stage itself be- 
comes an important part of the per- 
formance. Choreography must take 
into account where the performers are 


and what obstacles or enhancements 
are present - - what the creators are 
trying to say or convey. 


CCR - My favorite performances are 
dynamic ones. It can be hard to keep an 
audience member's attention with a 
static set. Movement catches their eye 
and draws them into the performance. 
The components of the set don't have 
to just sit there; they can help to tell the 
story. 


SW - Backgrounds in dance theater are 
much more than just textures on a 
prim anymore. We have used props 
and scenery in numerous ways. Back- 
ground can be just a subtle visual ori- 
entation for the audience to give a 
sense of space, depth, and emotional 
environment. We've used scenery to 
show movement and change of the mu- 
sical story. Some choreographers will 
use scenery and props to give move- 
ment and life to their dance. 


routine. Most choreographers will have 
thousands of animations in their col- 
lection. Selecting dances and move- 
ments to use for a routine can be a 


cs —— complex process and very time con- 
"= suming. It usually starts with the first 


RQ - I try to use my entire set when I 
dance. I might come out of the back- 
ground or up from the floor. I think the 
set helps tell the story and if I put it 
there, it is part of what I want to talk 
about with the dance. 


HT - So how long does it take a 
to put a dance routine together? 


KM - That all depends on the 
song. Some songs take me an 
hour or two; others take me lots 
longer to get it and the movers 
working right. And I do this 
every week. 


HT - Dance performances are 
pretty complex. No longer do 
you jump on a ball and repeat 
every 10 to 30 seconds. How do 
you decide what steps to use? 
How many are there? 


SW - You can't buy a kit dance 


animations. "What do I want to do 
first?" "Do I want the dancer to move 
from Point A to Point B?” “Howe” Or it 


= may be a certain dance animation that 


fits the emotional tempo of a certain 
song, and I start there, building one 
piece at a time, playing and testing 
various animations to see what fits. It's 
very much like a blank canvas for a 
painting; you have to start with the first 
brush stroke and see the final vision in 
your mind. 


PC - When I started dancing on stage 
in SL (as opposed to on dancefloors in 
clubs and "on poles"), all the movement 
was "freestyle" - - that is - - controlled 
by the arrow keys on my keyboard. 
Those movements had to be coordin- 
ated with the animations chosen, and 
sometimes that had - - uh - - difficult 
to outrageous results. The choreo- 
graphy movement systems most of us 
rely on so heavily have only come 
about in the relatively recent past; be- 
ing able to not only plan where avatars 
are supposed to go, but to also know 
that they will go those same places over 


and over again is a huge advance over 
using the arrow keys. 


CCR - To answer your second question, 
there are thousands of dance anima- 
tions in SL by many different makers. I 
look for animations that are smooth 
and not mechanical. Almost all per- 
formers use MOCAP (motion capture) 
dances now. They are much more real- 
istic and pleasant to watch. Deciding 
which animations to use in a set is one 
of the most important elements of a 
performance. The right dances set the 
mood, the tone. They articulate the 
character's feelings. They tell the story. 
Ultimately, rather than the set, the cos- 
tume, the effects, it is the dancer's 
movements, his or her graceful pirou- 
ette or spirited tango, that connects the 
performer with the audience. 


CT - Creating a dance sequence is the 
skill of doing choreography, picking the 
dances that work together, cutting 


them at the right place so movement 
looks smooth, making them last for the 
length of the music, making the steps 
match the music. 


RQ - I listen to the dance and start try- 
ing out dances on the HUD. I will 
either find the ones I want there or it’s 
time to go shopping for dances. If I 
need to shop, it’s the same routine: I 
listen to the song as I try the dances 
and buy what I want. There is no cook- 
ie cutter number of dances used in a 
set. You might use two seconds or you 
might use 30 seconds of the dance. It's 
making it flow the way you want it to 
until you have what you want. 


LD - I listen to the song I want to 
dance to over and over again and go 
through my dances I own. I put them 
in an order that I think works best and 
load them into my dance HUD. I like 
to record a routine, so that when I do 
peor Mae dance, I Jes oe to hit a 
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button to dance! What you do depends 
on how complex you want to go! 


DH - They are very complex, from 
building the set, getting music to the 
broadcaster, selecting the music, select- 
ing the dance animations, setting up 
the stage movement for the dancer, 
controlling any props. It takes quite a 
bit to put an act on the stage. There are 
thousands of dances in dance shops. 
Each act can take from 10 tol2 anima- 
tions. 


HT - Is the length of time for an act de- 
termined by the song you choose? 


CCR - Yes and no. The length of a per- 
formance is determined by the audio 
track accompanying it, but that doesn't 
necessarily limit you to the length of 
the song. There have been many short 
songs (3% minutes or less) that I just 
had to perform. I use a free program 
called Audacity to mix in separate au- 
dio tracks, and sometimes even two 
whole songs to get the desired length 
for my performance. Sometimes there 
is just too much story to tell in three 
minutes, so sometimes you will hear 
audio clips from films or other various 
sounds during my performance that 


have been mixed into the songs. 


SW - Would say 70% use a given song 
length to determine how long a routine 
is, timing the start and end to fit. But 
more and more choreographers are 
changing songs, cutting the length, or 
adding additional music or sound ef- 
fects. Some routines may be two or 
more songs combined to flow from 
each other. Even beginners can do this 
easily. 


RQ - The length of the dances I choose 
are determined by how they look when 
danced as one whole dance. The length 
of the set itself is determined by the 
length of the song (or songs) you use. 


LD - Yes, I try to pick a song no more 
than five minutes, because I get bored 
seeing a dance longer than that. I don't 
want to do anything boring myself! 
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As far as length of time for a show, 
some theaters perform no more than 
five minutes for a dance performance. 


HT - That must make for large invent- 
ories to store all the dances, sets, pieces, 
costumes, etc. And the cost for one act? 


PC - I have about 59,000 items right 
now - - lots I can get rid of. I really 
can't estimate the cost of an act, just 
too many things involved. Many of the 
expensive "tools" you use over and over. 


SWI - My inventory is 144,367 as of 
right now. Some acts have been very 
simple and cost almost nothing except 
time and materials on hand, to thou- 
sands. The recent Dark Circus routine, 
by Kellan Dubrovna, cost over L$9,000 
to make. 


CCR - My inventory is 276,531. I es- 
timate the cost of an act can be any- 


graphy, so they get a 
few pretty useful 
tools. 


CT - There are several 
ways to have dancers 
doing different 
| Ley ae 9 routines. Many cho- 
i om av we oe ee m i of sala’ nn ” 7 reographers use the 
ecg Ip ie SI ge ‘\,4 Barre Hud or the Spot 
Il OU am NN I ~tlly a On Movement Sys- 
tem. 
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DH - The different 
routines are  con- 
7 | : trolled via groups. 
en from 0 to L$10, 000, devendine There are tools on the market that 
on the set, dances, and costumes. makes this easier for a dancer to con- 
trol, but it still takes a bit of work to get 

CI - Mostly costs run about L$15,000, __ it all configured. I have done group acts 
including animations - L$2,000 for a with as high as 28 dancers and multiple 
show, clothes templates for the crew - sets and props. It takes a good method 
L$2,000, Decorations/Stage sets - of naming everything, and keeping all 
L$4,000, and pay for the dancers - of the different group routes hacen I 
L$2,000. 


HT - When multiple 
dancers are used, I no- 
ticed either they are all 
in sync or some have 
different complement- 
ary routines. How do 
you integrate all this? 


CI - There is a choreo- 
graphy system called 
Spot On specially made 
in SL to make choreo- 


love doing large group acts as it re- 
minds me of my childhood dance 
classes. 


CCR - Well, the answer depends on the 
dance hud used and the abilities of the 
performer. What I like to do is a mix- 
ture between the two. It may start off 
with each dancer in a different pose, 
and move to a synced dance, and then 
to a couples dance where each partner 
has their own animation. To me, it 
adds a dynamic to the act which is lost 
if all the dancers are sharing the same 
animations throughout the perform- 
ance. 


SW - Most modern and Second Life 
large dance numbers use a variety of 
styles to tell the visual and musical 
story. If a routine has three or more 
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dancers, you usually have sets or 
groups of people assigned various 
movements. Some in sync with others, 
and some doing different movements. 
This gives a very pleasing detailed stage 
presence to the audience combining 
various movements all working togeth- 
er as a whole. Otherwise, you have 
what I call "Cheerleading" routines. 
Everyone does exactly the same thing 
throughout the entire song. Cheerlead- 
ing type routines have their place and 
some come off very well but do seem to 
lack depth in a routine to the audience 
that may last four minutes. 


PC - This is all done through the use of 
the choreography tools available. In SL 
dance choreography, there are two sep- 
arate types of movement one must con- 
sider, and they are much more 


"separated" in SL than choreography in 
the real world. The avatar(s) move- 
ments - - as in their route, or "Path," 
need to be determined; and then their 
Dance Moves - - Animations - - must 
be coordinated to the route(s). 


Again, the decisions on how many 
dancers to use, to have them synced to- 
gether or not - - is all part of the creat- 
ive process. 


RQ - Personally, it's that vision I spoke 
of before. When I listen to the song, 
what do I see the dancers doing? If | 
have more than one dancer in a set, I 
often have a period of time when we 
dance in sync and when we do our own 
thing. Sometimes, I might see us all in 
sync for the whole dance but the 
movers allow us to move around the 
stage, so it may not look like the same 
dance. 


HT - Do you need to know a lot about 
choreography? 


KM - I wouldnt say a lot, but it makes 
it easier. 


HT - How long do you go from idea to 
performance? I assume multiple re- 
hearsals to make sure it all works out 
right. Plus the rehearsal location before 
it hits the actual stage. 


PC - Well, in my case there are ideas 
I've carried around since I was attend- 
ing the University of Oklahoma School 
of Fine Arts (a long time ago). Gener- 
ally, it usually takes about a week (very 
general observation) from concept to 
rehearsal-ready event. A recent work of 
mine took from mid-January to very 
late April to complete. Of those I've 
done, it's one of my favorites, yet at the 
same time, it’s very flawed. 


SW - Starlite is pretty organized behind 
the scenes and our style of developing a 
show is probably very different from 
most dance theaters. Our standard 
show to show time period is 2 weeks. 
Shows every other Monday at 7pm, 
meetings every Monday & Wednesday 
to go over anything or see routines in 
development and practice. Choreo- 


of Newsday commented, "With her 
stunning Grammy performance of 
Glitter in the Air, Pink proved that you 
dont have to be shocking or over-the- 
top to be the best or the most-talked- 
about. You just have to be amazing." 
That is what I strive for every time I 
take the stage. 


grapher routines are done when they ~~ 


are done, but each submits 


their — = 
routine/concept. Finished routines are — 


practiced to deal with any last minute ——_—— 
tweaks or issues. Our stage manager — = 
then finds a time that the routine will — 


work well during the show. It's more 
relaxed than you would think and it all 
seems to work very well for us. 


CCR - It depends on the performance. == 
I've gone from idea to performance in — 


24 hours, but at the same time, I have — 
ideas that have been in my head for | 
years that I have yet to bring to —= 
fruition. As an example, watching | _ 


Pink's performance of Glitter in the Air 


at the 2010 Grammys was one of the | 
most amazing things I've ever seen. It | 


literally brought tears to my eyes as I 
watched it. I've tried various ways to 
incorporate the aerial acrobatics she 


used. I've tried sculpts, I've tried mesh, } 


I've tried cuff scripts, yet none of it is | 


right. Someday, I will figure it out, and 
when I do, it will be spectacular. As a 
side note, something said about her 
performance has resonated with me in 
my life as an SL artist. Glenn Gamboa 


CT - Iam working on several ideas at a 
time. Some ideas can be realized in an 
hour or two and some take months. 
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CI - It can take months to build up a 
whole show with all its new scenes and 
choreography. 


RQ - Sometimes, it's fast! I have had an 
entire set with dances completed in a 
day. Sometimes it takes days of work. I 
choose the song, then build the set. 
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Listening to the song, I lay down the 
movers to where and how I want to 
move on the set, then time them based 
on the song. Then I put the dances in 


and make sure it works. Sometimes it 
does, sometimes it doesn't, and you 
have to adjust accordingly to have it 
look smooth. Once the dance is done, I 
do a few run-throughs to be sure it is 
all looking good. 


LD - I keep a notecard of songs I want 
to dance to, and when I can, I 
work out a routine and set. 
Some come together in the 
matter of hours, some a week, 
depending on the time I have 
to work on them. We have re- 
hearsals at least once a week at 
Paramount and we all try to 
~ see each other's dance before a 
show. 


HT - and just like RL, things 
go wrong that are unique to 
SL. 


CI - Yes, many times funny 


= =™ things happen backstage, from 


_ rezzers that dont work, dances 
sleeping, and all kind of 
- things. 


CT - Something almost always 
goes wrong at every show; the 
trick is to be able to hide it 
from the audience. One cho- 
reographer accidently wore 
the stage; we couldn't hide it that time. 


SW - Dance Theater is like nothing else 
in Second Life. To be on stage, per- 


forming solo or with others, dancing to 
the music, the lights, the audience, it's 
truly amazing and addictive. 


PC - Lag and other SL anomalies could 
really kill one's performance. I remem- 
ber the time in an act where everything 
was going great, and suddenly I was 
dancing - - naked - - in the street in 
front of the theater. Oh, my! And it ac- 
tually ended with me instantly back in- 
side the theater dancing on a female 
audience member's lap. Honest, it 
wasn't pre-planned. 


RQ - Lag is always an enemy, so some- 
times you don't change clothes or take 
off items. Sets rez sideways, or your 
dance hud freezes. Most times, no one 
but you knows that there was a big 
mistake. SL has its limits and you have 
to just keep going and get through it, 
and hope it looks good, because you 
can't change it at that point if lag wants 
to be a jerk. I know of dancers that 
couldn't hear a single bit of the song 
and had to be cued by the other dan- 
cers as to when to begin and end the 
dance. Despite that, I love the whole 
experience and wouldn't change either 


the good or the bad. 


LD - One thing that has gone wrong 
would be one time at another sim we 
had a person come before the show, 
and was "away for quite some time but 
would speak a strange language in local 
chat. Well, 10 minutes before the show 


was about to start, the dancers couldn't 
rezz anything, HUDs wouldn't work, 
nothing was working. That person had 
griefed us and was still on the sim. We 
tried to get rid of him, called the sim 
owner, etc. We moved the next day. 


Most of the time disasters aren't really 
funny. At least not at the time they 
happen. With so much work invested 
in our acts/shows, disasters are mostly - 
- disastrous. Sometimes they are in the 
"Someday, we'll look back at this and 
laugh" category. :-) 


RB - Cyllene had changed into her cos- 
tume as she waited to go onstage, but 
she crashed just before her act began. 
When Cyllene relogged and rezzed, her 
outfit reverted to her earlier costume, 
which included holding her rabbit, 
Thumper. When she finally began her 
Ascension Denied set, she was still 
holding Thumper. So I said to Clyllene, 
“Your ascension was denied as you 
were performing your set because this 
time you were sacrificing bunnies” 
Then we all realized it was just Thump- 
er breaking his way into show business 
to become a star like his Momma. 


DH - "A lady never reveals her age, a 


dancer reveals her failures." They are 


all good. 
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